


















53 ～ 58 ）。
　また 1977 年日本クラフト展に光を内包したオブジェクトを発
表したが（写真 60）、その後も光を取り入れた作品は多く、テー
プライトや光ファイバーをよく使った（写真 59 ～ 66 ）。








てくれた（写真 67 ～ 77 ）。
　建築空間への作品設置は 1970 年頃から始まり現在に









































タペストリー をたくさん建築空間に設置した（写真 3 ～ 10 ）。
　1981 年私は背骨として陰の存在であった金属糸が光を反
射して輝く特長を前面に押し出したいと思い、壁面レリーフ













インスタレーションである（写真 20 ～ 25、28，29 ）。この不
織布を曲げたり伸ばしたりして遊んでいるときボール状に絞る










Assistant Curator Department of Architecture & Design
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One of today’s leading Japanese fiber artist, Kyoko Kumai creates monumental and unconventional fabrics. Over 
the past twenty years, her work has evolved from textiles made of traditional fibers such as wool and cotton to 
those made exclusively of metallic. Her stainless-steel fiber works range from two-dimensional woven wall 
hangings to sculptural installations that abandon traditional weaving techniques altogether.
The manufacture of textiles is perhaps the oldest continuous industry in the world.
For more than seven thousand years, until the first man-made fibers were introduced at the end of the nineteenth 
century, the development of textiles was primarily about organic fibers and utility. In the late nineteenth century, 
a general discontent with the inferior quality of industrial production led the Arts and Crafts Movement to unify 
traditional crafts, such as weaving, with the fine arts. Later, in the 1920s, the weaving Workshop at the Bauhaus 
encouraged creative experimentation with new synthetic fibers and finishes, promoting a machine aesthetic but 
continuing to work within the confines of industry.
A complete break with the traditional forms of textiles and tapestries did not occur until the 1960s when a 
general reevaluation of the medium placed it firmly within the context of twentieth-century art. Reacting to an 
age in which the craft movement was growing within a powerful technological society, some artists working 
with fiber tried to separate themselves completely from industry. Creating what is now commonly called fiber 
art of art fabric, they began constructing and manipulating works completely free of the loom. Lenore Tawney’s 
cruciform-shaped weavings and Ted Hallman’s tall, tubular monoliths of the early 1960s reflected a movement 
away from the restrictions of a rectangular format toward more three-dimensional, sculptural forms. Fiber works 
not only were attached to walls but became independent structures like Sheila Hicks’s 1968 Evolving Tapestry, 
composed of stacking modular units that were wrapped and looped. Woven forms and sculpture became virtually 
indistinct. 
Educated at The Visual Design Course of Tokyo National University of Arts, Kyoko Kumai has been a self-taught 
weaver since the late sixties, when she was inspired by the non-traditional fiber work of Tsuneko Fujimoto. This 
was almost a decade before significant Japanese participation in the fiber-arts movement. The artist has been 
using stainless steel for fifteen years, and, since 1983, has employed it exclusively. Her use of man-made fiber 
recalls the work of two major fiber artists, Ed Rossbach and Arturo Sandoval, who were among the first to use 
inorganic material in their work.
Their repertoire of materials has included plastic, Mylar, and newspaper, and ,like Kumai’s, their works comment 
on aspects of modern society.
Kumai’s greatest influence is perhaps the Polish artist Magdalena Abakanowicz, whose sculptural forms led fiber 
out of the confines of traditional weaving. Abakanowicz herself said that “it was not weaving that my weaving 
was about”. Rather, her wok if about the abstraction and interpretation of nature, the organic environment in 
which we live. Her large Abakans of the mid-1960s evoke a vast primeval forest as the raw, hairy carpet made 
from animal hair mixed with tarred and colored sisal looms over the viewer. The sheer enormity of the Abakans, 
common to many of Kumai’s works, bespeaks nature’s power. But whereas Abakanowicz insists on using organic 
fibers, Kumai uses industrial material to express nature.
Her installation “Wavy Wind 1987” conjures of turbulent clouds, a deluge, a rolling landscape. But, like many 
of her other works, it maintains a clear visual relation to industrially produced , non-woven fabrics. In the 
catalogue accompanying The Museum of Modern Art’s 1956 exhibition  “Textiles USA, Arthur Drexler remarked 
that although industrial fabrics are rarely designed for aesthetic effect, they seem beautiful because they 
heighten properties familiar to us other materials. The delicacy and pronounced texture of some industrial 
fabrics, for example, are comparable to the finest qualities of Belgian lace. Similarly, the primary component of 
“Air” is industrial wire, but ,through careful manipulation of the wire, Kumai reveals a suppleness and flexibility, 
transforming this hard metal into a weightless and intricate net,
“Air” was constructed with a technique that Kumai has developed during the past six years. As she and her 
assistants pull dozens of spools of stainless-steel wire, they manipulate the wire in curls and coils. As it lies on 
the floor, the wire is stretched outward from the center like an expanding pie crust, gaining in size as the spools 
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of wire continue to be unwound. Once the size has been established, Kumai goes back over the work with a 
shuttle, loosely sewing the thousand of feet of curled wire. She binds it further from a hanging position, giving 
it more from and volume. In the installation, nylon monofilament suspends the work, pulling and punctuating 
areas of the fabric and revealing its sculptural quality. The result is an undulating and weightless landscape of 
stainless steel.
The juxtaposition of technological symbols with tradition and nature is not unusual in contemporary Japanese 
culture. It alludes to the Japanese concept of “sabi”, an acceptance of the passage of time, which regards all 
phenomena as existing at a temporary stage, The character of nature changes when Kumai, in “Windy Earth 
in the Night 1990”, dramatically imposes a blanket of stainless steel on the landscape. Groundcovering is 
transformed into something man-made. 
This work also affirms the same sense of control over nature that is experienced in Japanese gardens. While the 
placement of a single stone step may seem natural or serendipitous , the determines the circulation in order to 
reveal a view or microcosm of the natural world created by the gardener. The spontaneous and the accidental 
happen only with the most purposeful thoughts in mind.
Most indicative of the Japanese sense of beauty in Kumai’s work is the importance of light, both its presence 
and calculated absence. In the Japanese sensibility, beauty resides not always in the thing itself but in the 
patterns of shadows, the light and the darkness. Shadows become calligraphic lines in “Air”, and their movement 
captures the spirit of turbulent wind. In his book “In Praise of Shadows”, Jun’ichiro Tanizaki noted that “a 
phosphorescent jewel gives off its glow and color in the dark and loses its beauty in the light of day. Were it not 
for shadows, there would be no beauty.”
ⓒ Brochure of 
“MOMA PROJECTS 28 KYOKO KUMAI”
3 May 1991〜18 June 1991 
The present post of Matilda McQuaid
Head of Textiles Department
Cooper-Hewitt National Design Museum New York
A Weaving of Stainless-Steel Thread
By  Roberta Smith
The New York Times, Friday, May 10,1991
Review/Art
　
Kyoko Kumai is identified as one of “Japan’s leading fiber artists” in the brochure accompanying her “Projects” 
exhibition at the Museum of Modern  Art New York. The artist, who is 48 years old, is virtually unknown in the 
United States, but the claim is easily confirmed by “Air”, a large environmental weaving that fills the Modern’s ”
Projects” gallery with a cascade of stainless-steel thread.
“Air”, the first example of  Ms. Kumai’s art to be shown in this country, is impressive in its scale and physical 
purity and in the complex imagery it evokes. A semi-transparent carpet-curtain, or the biggest afghan you’ve 
ever seen, it measures 45 by 21 feet. Its myriad fibers are more swirled together than conventionally woven, 
which gives it a chaotically animated surface. It hangs from the ceiling at one end, drapes down to the floor and 
spreads out across it for some distance, obliterating distinctions between art, craft and theater design as it 
goes.
The exhibition has been organized by Matilda McQuaid, an assistant curator in the Museum’s department of 
architecture and design, but it could easily have originated in its painting and sculpture department. Additionally, 
one can imagine it serving as a backdrop for both Martha Graham and Wagner’s Rhine Maidens.
The images that “Air” evokes are initially organic. It is suggestive of a river’s flowing surface, or a flattened patch 
of smoke. It also conjures up the soft pad of a forest’s floor partly lifted so that light can shine through, turning 
it into a silvery, quietly shimmering veil. At the same time, the stainless steel is eminently industrial: the matted 
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fibers might be found on a factory floor, the byproduct of some labor-intensive fa brication process. The work’
s very  material exalts modern technology, even while its from speaks of handmade skill, contemplation and 
patience.
Finally, “Air” is also queasily human, as if a gray-haired Rapunzel were still letting down her hair for the Prince.
Partisans of contemporary art will find  connections between Ms Kumai’s big carpet and various American artists 
who have been drawn to unusual materials and eccentric methods. From the early 70’s, Alan Saret’s post-Minimal 
tumbleweedlike sculptures of metal wire and filament come to mind. More recently, Liz Larner and Kiki Smith have 
worked with hair and wool, blurring the distinction between art and craft as well as animate and inanimate.
Yet the same qualities that make Ms Kumai’s work seem contemporary and Western are also quintessentially 
Japanese: foremost is its obvious faith in the power of beautiful materials handled simply but creatively and in 
unexpected  ways. In the end, her effort shifts quietly into the category of art by simply concentrating on the 
facts of craft with unusual intensity. This is one of the strongest works of Japanese art to be shown in New York 
in some time and another feather in the cap of the Modern’s “Projects” program.  .
ⓒ A Weaving of Stainless-Steel Thread
By  Roberta Smith
The New York Times, Friday, May 10,1991
Review/Art
Martina Margetts
Senior Tutor in Critical and Historical Studies
Royal College of Art, London
　
The West has consistently admired the development of Japanese textile art in recent decades and Kyoko 
Kumai has played a central role, as artist, teacher, adviser. The consummate poetry of her vision has given 
the world some astonishing evocations of nature. The traditions of weaving and of working by hand rather than 
machine or computer lie at the root of Kyoko Kumai’s procedures, but her use of industrial material and off-loom 
three-dimensional composition places her work firmly in the arena of modern art. As an exhibitor at Lausanne 
and prizewinner at Kyoto and Lodz, as the recipient of over fifty major commissions and exhibitor at such 
distinguished and diverse institutions as the Museum of Modern Art, New York and Science Museum, London, 
Kyoko Kumai already has an international following, but I am delighted that this monograph will bring her even 
wider recognition and allow the full range of her achievement to be considered in detail.
Kyoko Kumai reveals a quintessentially Japanese sensibility in her art, putting feeling before theory. As Soetsu 
Yanagi wrote in The Unknown Craftsman: a Japanese Insight into Beauty: ‘One cannot produce intuition out of 
knowledge. Thus the basis of aesthetics must not be intellectual concepts’.  Drawing on observation and on 
childhood memory of nature’s elements -  wind, fire, air, earth – Kyoko Kumai enables us to participate directly in 
her lived experience.  While some works are small and intimate, her formidable reputation rests on her vast works 
which suggest growth in nature, spreading across walls and floors, atmospherically enveloping space and light 
and suggesting a cyclical rather than linear shape of time. Pattern, colour, form, as well as monumentality and 
lightness (permanence and transience), are all derived from the patient and repetitive manipulation of stainless-
steel filament;  but while the economy of material and process suggests a minimalist approach, it belies a 
lingering emotional charge. 
ⓒ Forward of 






























































































































・群馬県立近代美術館　 The Museum of Modern 
   Art, Gunma
・磯崎新  Isozaki Arata
・宗左近  So  Sakon
・ステンレス・スティー ル線 stainless steel filaments
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・長谷川等伯  Hasegawa Tohaku
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